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It is wonderful to note the sudden resurgence of 
interest in the film music of Dimitri Tiomkin, 
as exemplified by 2 items of interest in your 
September issue. Ihave been an ardent fan of 
his since I first saw RED RIVER on its initial 
release, when I was ten years old. I indeed 
pity the likes of Page Cook and Royal 5. Brown, 
who have apparently closed their minds to 
Tiomkin (although Brown is seemingly an 
aficionado of that other Dimitri -- Shostakovich 
-- and, for the life of me, I can't see the 
difference. 

Make no mistake, Tiomkin was no artist. 
Rather, he was the Akim Tamiroff of film 
music composers. T'wo men shared much 
more than a country of origin. (Tiomkin's 
music backed Tamiroff's cinematic machin- 
ations in SPAWN OF THE NORTH, which 
featured that other great ham, John Barrymore; 
THE CORSICAN BROTHERS, 1941; and THE 
BRIDGE OF SAN LUIS REY, 1944. The : 
director of THE CORSICAN BROTHERS was, 
of course, Gregory Ratoff; with Ta miroff its 
villain and Tiomkin its composer, the very set 
must have seemed like a night in old St. 
Petersburg! Та miroff and Tiomkin both 
manifested a flamboyance of style -- a 
hamminess, let us be frank -- that made them 
great fun. Itis sad that Cook, Brown et. al. 
cannot respond to this. 

A ripe, full-blown Tiomkin score, no 
matter how obscure (TENSION AT TABLE 
ROCK for instance, which surely Christoopher 
Palmer has caught up with by now, else his 
book is incomplete) can set my blood churning 
like no one else's, and I fully appreciate the 
wholly different artistry of composers such as 
Rozsa, Fielding, Moross, and so forth. But 
Tiomkin is more exciting. Many of his less 
known scores are fully worthy of rediscovery, 
such as that for ANGEL ON MY SHOULDER, 
wherein the background score for Paul Muni's 
character's descent into Hell is as Stravinsky- 
esque as anything Tiomkin ever did, including 
THE THING. 

His score for Huston's SAN PIETRO might 
have rankled James Agee -- perhaps 
deservedly: those heavenly choirs at the finale 
are indeed a bit much -- but it's interesting to 
note how Tiomkin's musical backing for real 
soldiers in a real battle, dying real deaths, is 
no different and no less strewn with grace 
notes (nobody ever sluffs off in a Tiomkin 
orchestra!) than that for THE ALAMO or THE 
GUNS OF NAVARONE years later. 

The saddest thing to note is Tiomkin's 
total inactivity, in terms of musical composition 
for films, the last eleven years of his life. 
Surely, his displeasure with the end of the 
studio system can't have been the only reason. 


One imagines, unhappily, that we were 
deprived of his talents for reasons similar to 
the afflictions suffered by Rita Hayworth and 
Ross MacDonald. Whatever the reason, it 
was a waste for, if there was ever a 
composer born to fully appreciate the uses of 
Dolby stereo, it was Tiomkin. Never mind 
Max Steiner; Dimitri Tiomkin was the fullest 
embodiment of what Jack Warner called 
"wall-to-wall" music. At its best, his music 
was atmosphere incarnate -- and how many 
lazy directors leaned back and depended on 
it for what they could not otherwise provide? 

Anyway, the appearance of Palmer's 
new book, together with the forthcoming 
Varese Sarabande release of a suite from 
STRANGERS ON A TRAIN, is heartening, to 
say the least. But what about Tiomkin's 
other Hitchcock scores? Whatever became 
of Elmer Bernstein's projected plans to 
record all four of them? And, speaking of 
Bernstein, whatever became of his plans, 
announced some 6 years ago, to re-record 
Tiomkin's masterpiece, RHAPSODY OF 
STEEL? If any single Tiomkin work is 
worthy of rediscovery, to the total exclusion 
of just about all his other works, it is this 
one, the nearest he ever came to a real 
symphony or sinfonietta (the one on the 
original U.S. Steel recording that is devoid 
of Ga ry Merrill, that is). The piece isa 
veritable catalog of his mannerisms, and 
by just listening to it once, you may quickly 
decide whether you love Tiomkin or despise 
him. There seems to be no middle ground. 

When John Carpenter's remake of 
Hawks! THE THING came out 2 years ago 
with a wonderfully eerie score by Ennio 
Morricone, I had hoped that it might 
provoke something similar to what happened 
when the remake of KING KONG was 
released, a fresh new re-recording of 
Steiner's original score, and that someone 
would do a better job than poor Charles 
Gerhardt had done with Tiomkin's truly 
amazing original. But, no such luck. 

Still, one needn't be satisfied with 
crumbs. The Gerhardt LOST HORIZON LP, 
Bernstein's 2 albums, the Laurie Johnson 
album, and even the SUNDOWNERS pirated 
disc, and now STRANGERS ON A TRAIN, 
finally, after 33 years... 

My passion for Tiomkin, when I formerly 
resided in California, took the extent of my 
purchasing personalized automobile license 
plates bearing his last name. In Texas, 
sadly, ''TIOMKIN" is too long by one letter. 


Dan Bates, Dallas, Texas 


healthy 
scepticism 


I'd like to point out a couple of things in the 
recent John Ba rry three-part discography. 
I'm glad someone finally pointed out the 
differences between the monaural and stereo 
versions of THUNDERBALL. People have 
been calling me a liar for years over that 
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one, and I've always thought the mono version 
of "Mr. Kiss Kiss Bang Bang" far superior, 
although no one seems to have an explanation 
for the different versions. 

Your discography did not mention SHIRL- 
EY'S WORLD, a short-lived ITC Television 
series from 1971 which, by some reports, has 
a theme by Barry. | 

Forgive me, but allow me to express а 
little healthy scepticism about some aspects of 
the discography. The suggestion that Barry 
composed "only" the main theme and Danny 
Scipio theme for VENDETTA sounds, frankly, 
absurd to this longtime television-music 
listener. I would venture to suggest (admitted- 
ly without having seen VENDETTA) that he 
wrote, at the very least, a pilot score or more 
than one score for the series and chose two 
tunes for recording purposes. 

Regarding TOUCHED BY LOVE, Elvis 
Presley's music was certainly not adapted 
by Barry for the score; his dramatic score was 
quite apart from the central character's love 
for Elvis, and her obsession with his music. 

Icertainly would like to know more about 
(perhaps I should say, have these reports 
confirmed) the rejection of Barry scores for 
THE BUNKER, CLASH OF THE TITANS, and 
DANCE OF THE DWARFS. Rejection of 
THE RIGHT STUFF seems likely, since his 
credit was visible in the paperback promot- 
ional edition of the book and obviously Conti's 
music adorns the film. 


Jon Burlingame, Glens Falls, New York 


from a view 
to a kill 


Martyn Crosthwaite (a close friend of John 
Barry) replies: 


It is true that John Barry wrote only the 
main theme and Danny Scipio theme for the 
VENDETTA tv series. He wrote no incidental 
music to the series. 


Regarding TOUCHED BY LOVE, John wrote 
allthe score and adapted a Presley song into an 
orchestral arrangement for the film. 

He decided he did not want to score THE 
BUNKER, due to other projects in preference 
at that time. Barry signed the contract to 
score CLASH OF THE TITANS, but he had a 
disagreement with the film's producer on the 
arrangement to the 'Overture'. This led to 
Barry deciding he did not wish to continue on the 
movie. He was only verbally committed to 
DANCE OF THE DWARFS, due to his association 
with the producer. In the end, he could not score 
the picture due to other commitments. He wrote 
no music for the film. 

Finally, as far as THE RIGHT STUFF is 
concerned, Ва rry had a disagreement with the 
film's director on the way music should be 
interpreted. He again wrote no music for the 
movie, i.e. his score was not rejected. Barry 
left the project on good terms with all concerned. 

Incidentally, John Barry has just signed to 
score the new Bond film, FROM A VIEW TO A 
KILL. A double album to THE COTTON CLUB 
is to come out at Christmas. 


musical 
canmnilsalism? 


I might as well mention what I thought of 
the Premature Plaudits? article by John 
Caps (Soundtrack #10). James Horner is a 
musical cannibal, all right -- but I've found 
him to steal from himself more often than 
from others. Entire passages from WOLFEN 
turned up again in STAR TREK II; portions of 
HUMANOIDS FROM THE DEEP went on to be 
re-orchestrated for both WOLFEN and 
STAR TREK II. KRULL is STAR TREK II 
warmed over -- and improved upon, I 
thought; I really did enjoy the KRULL 
score and album, since Horner had done such 
an exuberant job. 

John Williams gave us nothing new in 
RAIDERS OF THE LOST ARK or THE EM- 
PIRE STRIKES BACK; yet the former is still 
more intrinsically exciting than that annoying 
film, while the latter is my all-time favorite 
Williams score. And I am ultimately 
perplexed by Caps! assertion that STAR 
TREK II steals from IN HARM'S WAY; I am 
hard-pressed to locate the similarities. 


G. M. Tucker, Brooklyn, New York 


parlor games 


John Ca ps has really opened up a can of 
worms with his article James Horner: 
Premature Plaudits? (Soundtrack!, June 
1984) and subsequent reply to criticism 
(Letters, September 1984). The problem 
which troubles him could basically be stated: 
"When is a composer not a composer?" 

While I basically agree with Ca ps' main 
point -- that Horner has made most of his 
reputation off imitating others -- I do not 
agree with some of his evidence. He claims 
in WOLFEN "Тһе Main Theme (is) stolen 
from Charles Ives' Unanswered Question, "! 
The only similarity between WOLFEN and 
Ives which I hear is a four-note trumpet 
theme heard twice during the main title and 
several times during the end credits. While 
the theme is played on the trumpet in both 
pieces and there is a string background (at 
least in the opening title examples), the 
modulations in WOLFEN's strings are not 
exactly the same as the Ives -- at least in 
my recording of the latter. The relative 
insignificance of the length of this theme 
when taken in the context of Horner's 
complete score -- one of his best, in my 
opinion -- is hardly the stuff "federal causes" 
are made of. 

Similarly, I can't agree with Ca ps 
regarding BRAINSTORM, another good James 
Horner score, despite a certain repetition in 
the tonal passages. About the only similarity 
between BRAINSTORM, CLOSE ENCOUNTERS 
and ALTERED STATES is that they are often 
written in a modernistic idiom highly sugges- 
tive of the Eastern European (viz. Polish) 
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avant-garde of the last 20 years. Saying that 
Horner is a plagiarist because of this similarity 
is like saying Miklos Rozsa plagiarizes Beethoven 
because each of their orchestras uses X number 
of violins, horns, flutes, oboes, etc, and their 
music uses similar keys, chords and modul- 
ations! 

On the other hand, Caps is quite correct 
regarding BATTLE BEYOND THE STARS. How 
could anyone doubt this score is a rip-off -- the 
first clue is its opening trumpet with an echo à la 
PATTON! As far as HUMANOIDS FROM THE 
DEEP is concerned, when I first sawit I 
thought I detected similarities to Goldsmith's 
ALIEN -- especially in HUM ANOIDS' main and 
closing titles -- but I can also see the resem- 
blance to ISLAND OF DR. MOREAU in the 
angular trumpet theme. 


Prokofiev seems to be a big favorite of 
Horner's, judging by his continual reference to 
ALEXANDER NEVSKY in his space scores. 
Further evidence to this end can be heard by 
comparing the opening of "Stealing the Ещег- 
prise" off THE SEARCH FOR SPOCK album 
(the soundtrack disappointment of the year) and 
. "Death of Tybalt'' from Prokofiev's Romeo and 
Juliet ballet. Interestingly, I don't recall 
hearing this bit of "homage" in the film Itself. 

In fairness, it should be emphasized that 
Horner is not alone in his "plagiarism". For 
example, I am reminded of the first interlude 
from Britten's Peter Grimes by the opening of 
Goldsmith's.BLUE MAX and a passage from 
the main title of ISLANDS IN THE STREAM. 
The main theme from Jarre's IS PARIS 
BURNING? seems derived from Shostakovich's 
Leningrad Symphony. In HUMANOIDS FROM 
THE DEEP, before one of the monsters is 
examined in a laboratory, there is a passage 
recalling the slow movement of Shostakovich's 
Fifth Symphony. Williams seems influenced 
by Franck's Le Chasseur Maudit in both the 
SUPERMAN main title and "Abandoned and 
Pursued'" from E.T. and his other scores have 
references to Wa xman, Holst, Herrmann, 
Walton, Vaughan Williams and on and on. 
Jerry Fielding seemed quite fond of quoting 
the slow movement from Bartok's 2nd Piano 
Concerto, not only in his NIGHTCOMERS 
score but several other films as well. In his 
later years, Fielding became quite attached 
to the Concerto for Orchestra by Witold 
Lutoslawski -- listen to the final chords of 
DEMON SEED as well as passages from 
BEYOND THE POSEIDON ADVENTURE and 
FUNERAL HOME. And then there is the 
matter of Ennio Morricone: are all the 
scores by this alleged "genius" completely 
original? 

There is a certain danger, though, of all 
this nitpicking becoming nothing more than a 
glorified parlor game like 'Trivial Pursuit', 
to all of which one could reply quite bluntly: 
"So what?" We should not lose track of the 
fundamental issues of talent and craftsman- 
ship. As Caps rightly suggests, Horner, 
blessed with an undeniable facility for 
grinding out scores which give the superficial 
appearance of quality, has yet to break out of 
his derivative, plagiaristic mold. 


Michael Quigley, Vancouver, Canada 


reconcilation 


Shortly after John Williams's resignation 
was announced from the conductor's podium of 
the Boston Pops Orchestra, official word came 
out of his reconciliation with that organization, 
at least for its coming Centennial season. 

The original dispute seems to have 
surrounded the typical disparagement with 
which Boston Symphony members (who have to 
play the Pops summer season) approach many 
of the pop song and film score programs their 
audiences expect. One of those pieces, an 
admittedly banal patriotic work by Williams 
entitled "America: The Dream Goes On", 
was ridiculed by several members of the 
orchestra during a rehearsal. Williams 
walked out then, only to be wooed back, not 
by more money but by a promise of good 
behavior from the players. Even they must 
admit that the Pops programs have been of a 
higher standard under Williams than in any 
of the latter days with Arthur Fiedler. 

Williams will continue to split his 
attentions and his loyalties between Symphony 
Hall in Boston, and Hollywood. 


John Caps, Owings Mills, Maryland 


(continued from page 27 - Deadline) 


GARONNE AVAIT VOULU (TV movie, Georges 
Delerue), BODY DOUBLE (Pino Donaggio), 
JOYEUSES PAQUES (Philippe Sarde), and 
RUNAWAY (Jerry Goldsmith). Goldsmith is 
now in London to finish writing and recording 
for LEGEND OF DARKNESS. 


The next film music concert will be held 
April 16 at London's Barbican Concert Hall, 
with Maurice Jarre conducting his own themes. 
More details in the next issue. 


Southern Cross will devote its 1984-85 
season exclusively to original soundtracks and 
scores released during this period. Label "X" 
plans several Australian soundtracks by Bruce 
Smeaton: CHANT OF JIMMY BLACKSMITH, 


‘FIVE MILE CREEK plus an album with his 


music from PICNIC AT HANGING ROCK and 
DEVIL'S PLAYGROUND. Also slated: reissues 
of SAYONARA and PEYTON PLACE (Wa xman), 
TIME AFTER TIME (Rozsa), CAPTAIN FROM 
CASTILE (Newman, probably from the Delos 
recording), THIS IS CINEMARA (music by Webb, 
Jackson, Sa wtell and Steiner) plus an album of 
narrated suites from ROBIN HOOD (from Delos) 
and JUNGLE BOOK (with Sabu).  Entr'acte will 
reissue their album of Rozsa choral works and 
release a digital album of chamber works by 
Amfiteatrof, Gold and Rozsa. 


David P James 


À Conversation with 


MAURICE JARRE. 


by James Fitzpatrick 


This interview with Maurice Jarre took 
place at his apartment in London on 
April 12th, 1984, just after he had 
finished writing and recording the 
score for TOP SECRET. I had first met 
Jarre a few years earlier on the 
recording sessions for LION OF THE 
DESERT and had kept in touch over the 
years. He is now (mid-September) 
starting to write the score for the 
new David Lean film, PASSAGE TO INDIA, 
and later this year will score the 
new Peter Weir picture THE WITNESS. 


Maurice Jarre is an extremely 
modest man, without ego, and is 
genuinely surprised and pleased when 
people take an interest in his music, 
or in film music in general. After 
thirty years of writing for film he 
is still very passionate about music, 
while being cynical about parts of 
the movie business, although resigned 
to the fact that he has very little 
control over his music once it has 
been recorded and left in the hands 
‘of the producer or director. 


He likes to produce his own 
soundtrack albums, after many unhappy 
experiences with different record 
producers on LPs like SHOUT AT THE 
DEVIL and NIGHT OF THE GENERALS, and 
prefers to remix and edit into longer 
tracks or continuous pieces of music 
(as with CIRCLE OF DECEIT, THE TIN 
DRUM and LION OF THE DESERT). 


J. Е. 





Q.: At which stage do you prefer 
being brought into the production of a 
film? 


Maurice Jarre: As early as 
possible, because if you have read the 
script, even if the director and 
producer make changes, there is still 
the basic idea. You have the time to 
think about the film, and if it is a 
period piece or a picture involving 
ethnic music there is plenty of time to 
do your own research. 


Q: Does that often happen? 


М. Je: Well, when you work with a 
director more than once, when he 





prepares his next film he can at least 
give you the script even if no contracts 
are signed, and so you know that he 
wants you. But it is true it is quite 
rare that this happens; I am bemused 
especially if it is a 'serious' director 
who has thought carefully about the 
music he wants in a film, yet he can 
give the composer only three weeks, 
though the director might have been 
involved with the picture for 2 years. 
The music is always left right to the 
last minute! 


Q.: So with PASSAGE TO INDIA you 
have been brought in at a very early 
stage? 


MJ: Yes, but with LAWRENCE OF 
ARABIA it was a different story - - 
really crazy! I don't want to bore you 
with the story, but I barely survived 
this experience from the physical point 
of view, having to do everything in six 
weeks. I was only sleeping about two 
or three hours a night. I don't want 
to have this kind of experience too 
often. 


al- 


Q: Would you say that film 
composers are treated any better by 
producers or directors now as they were 
thirty or forty years ago? 


MJ: That is a very interesting 
question. I don't want to be pessimis- 
tic, but I think the situation will get 
worse and worse. Many directors have a 
music complex and find it hard to 
communicate with the composer. I prefer 
directors who tell me things like 'It 
should feel very romantic," or "Very 
soft sound," that is easier to under- 
stand, rather than directors who make 
comparisons with classical pieces, so 
they.can go too far and request things 
like an oboe solo when they really mean 
a clarinet or bassoon solo. Some direc- 
tors are very insecure about music and 
don't really know what they want, so we 
can mess about for weeks trying different 
instruments, and finally it ends up with 
the director not trusting the composer. 
The composer has a certain talent and 
training and should always be treated 
as a trusted collaborator. The main 
problem is that a director can explain 
better technically to the cameraman or 
art director than to the composer - the 
music is an abstraction for them. 


E 





MAURICE JARRE CONDUCTING THE ROYAL PHILHARMONIC ORCHESTRA 


I was lucky to meet Dimitri Tiomkin 


and had long talks with him. In his day 
they had problems with the studio bosses 
like Jack Warner or Louis B. Mayer, they 
were dictators, absolute tyrants who 
could stop composers from working in 
Hollywood for the rest of their lives. 
During the 30's and 40's the big studios 
like Warners had five to ten composers 
in residence, who knew exactly what they 
were doing. These days, the problem is 
that any rock singer can have a hit song 
so the director says, "Let's use this 
guy, he's really great." So they ask 
him to write a full score and what 
happens? The producers have to provide 
a good arranger, orchestrator, conductor 
and music editor, because this guy knows 
nothing and it finally becomes a 

totally dishonest work. 


Q.: It sounds very much like the 
type of thing Michael Winner did for THE 
WICKED LADY, where he used the keyboard 
player from Genesis, Tony Banks, as well 
as Christopher Palmer to orchestrate, 
and Stanley Black to conduct. 


MJ: Exactly. It is totally immor- 
al. How often do we see film credits 
with music by.so-and-so, when in fact he 
has written three notes and had help 
from so many other people to finish a 
complete score? I think that serious 
directors like David Lean or Volker 


Schlondorff would not do this. 


Q: In a book on John Frankenheimer 
he was quoted as saying that he was 
totally at sea with composers and did 
not know how to communicate with them, 
until he worked with you on THE TRAIN. 


M.J.: I must say that even during 
filming of THE TRAIN he was helped very 
much by Burt Lancaster. He was very 
reluctant to even tell me what his 
feelings were about a scene, in fact I 
practically spotted the film with Burt 
Lancaster. 


Q: One of my favorite scores is 
for Frankenheimer's THE FIXER, scored 
for solo violin and percussion. 


M.J.: THE FIXER with John was 
very interesting, because he liked the 
idea of the violin solo but didn't 
really take good care of the post- 


+: production of this film because he was 


already involved with another picture. 
It's a pity, because it should have 
been much better, especially the final 
dubbing and mixing. It was a very un- 
usual idea to ask for only one violin 
to be the main score in Hollywood at 
that time. We were destroyed by the 
Hollywood critics, but I still think 
that it was a very interesting film. I 
remember the movie MOURIR A MADRID had 
the same kind of concept for the music, 


Ly 


basically scored for one guitar. It is 
more difficult to write this type 
because you have to have a strong theme 
which also has to be interesting, so you 
are limited with the color of orches- 
tration. It can be very effective, and 


I love this kind of thing. 


Q.: So for PASSAGE TO INDIA you are 
going to score it for solo sitar! 


M.J.: I think that is exactly what 
David Lean does not want. I don't think 
he is too keen about Indian music. This 
is an example of where I received the 
Script before they started shooting and 

I was thrilled by David's script, I 

think it is the best screenplay for his 
films. When you read the script you al- 
most see the aura of the picture, every- 
thing is there in the script. I was 
thinking about it the other day and it is 
such a story that could only happen in 
India at that period in history, so I 
think we should have some Indian flavor, 
at least from the instrumentation side, 
although the sitar has been so exploited. 


Q.: Does David Lean ever fit a 
temporary music track to the film, or 
does he let you see it absolutely 'cold'? 


M.J.: No, usually he does not use a 
temporary track, although with the source 
music he records it for the actual 
shooting, as in LAWRENCE OF ARABIA: the 
military band was really playing and not 
faking -- maybe not played very well, 

So that we re-record that music for the 
final score. 


Thinking about your question, David 


did use a temp track for DOCTOR ZHIVAGO. 





of score 


He fell 
Russian 
music. 


in love with a supposedly old 
folk song, a very nice piece of 
When I viewed the rushes, he said 
that he wanted this theme to be incor- 
porated into the score. However, when 
MGM tried to clarify the copyright 
Situation, it turned out not to be a 
traditional folk tune, but an original 
piece of music for which MGM could not 
get worldwide clearance; so they did not 
want the theme used. 


When I heard about this decision, I 
had to start to write something com- 
pletely new with only a few weeks to go 
to the recording sessions. Up until 
then, I had been relaxed because I.knew 
that I was going to use this folk song 
as the main theme. So when writing a 
new theme, subconsciously or not, I tried 
to go around this melody that I had heard 
so many times before to get the same kind 
of feel and phrasing. Every time I 
presented a new theme to David, he 
rejected it and said that I could do 


better. I wrote four different themes in 
this time, but none of them was quite 
right. By this stage I was not only 


getting depressed, but also panicking 
because time was running out. Then, one 
Friday, David told me to stop work, to 
Stop thinking about the film or the music 
and go away for the weekend to the beach 
or mountains, to clear my brain and start 
afresh on the Monday. So I did this, 
which was very hard because of the 
pressure and with the days running out. 
Anyway, Monday arrived and I realized 
that the stupidity was this temporary 
track. I should try to write something 
totally different, and I wrote a kind of 
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waltz. After those 2 days of clearing the 
brain, in one hour on Monday morning I had 


found "Lara's Theme', which was the 
opposite of the original temp. track. 


О: What was it like working with 
Alfred Hitchcock on TOPAZ? 


M.J.: It was very interesting, with 
Hitchcock it was power and not ego you 
had to deal with. Power is different, 
ego is very negative and destructive. 
Hitchcock was very open and didn't give 
me many instructions; he left me alone, 
which in a way was quite frightening е 
because of his reputation. I liked work- 
ing with him, although I was slightly 
disappointed because I thought he would 
be very precise; I like precision, as 
this means fewer problems arise at the 
last minute. When people are not precise 
it means that they do not know what they 
really want. 


Q.: Do you have any particular 
directors you enjoy working with? 


M.J.: I liked David Lean of course, 
plus Schlondorff, a very interesting man. 
I really like these 3 directors on TOP 
SECRET, they are probably the youngest 
people I have worked with; they are very 
intelligent and passionate about movies 
and without any egos. It is incredible, 
how can three people direct a film 
without any fighting? They argue of 
course. I was a little uneasy at first 
having to work with three directors, in 
fact four as Jan Davison (the producer) is 
also very creative, so sometimes you have 
to deal with four different views, which 
is fascinating. I enjoyed the experience 
immensely. They are full of ideas and 
know exactly what they want. 


Q: Are there any types of films 
which you prefer scoring? Is it any 
easier to score a western for example? 


MJ: Everything is difficult. I love 
change, I like variety. It is not a good 
idea to score too many of the same kind 
of film, science fiction films for 
example. Jarry Goldsmith at one time was 
doing too many S.F. films, and it's even 
worse for John Williams. They always ask 
him to do the type of big orchestral 
score. This was fabulous for STAR WARS, 
but after that he has become very 
repetitious. The big problem in Holly- 
wood is that they classify you too much. 
They would never ask John Williams to do 
TOP SECRET, or vice versa, they would not 
ask me to do a STAR WARS sequel, not that 
I would do it anyway. You are classified 
as a composer who can only score certain 
types of films like westerns, as in Elmer 
Bernstein's case, or are only able to 
write songs or score epics. It is im- 
bedded in the minds of producers that you 
can only write certain types of music. 
After LAWRENCE OF ARABIA they thought I 
was only able to write desert music, then 
after ZHIVAGO I could only write snow 
music. Now I am very lucky to have the 
opportunity to try different film sub- 
jects. The last few pictures I have 
Scored have varied from THE YEAR OF 
LIVING DANGEROUSLY to DREAMSCAPE, both 
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with electronic scores, to FOR THOSE I 
LOVED and TOP SECRET with large orches- 
tral scores.“ 


Q.: Recent years has seen the 
growth of T.V. films, are there any 
added restrictions when scoring this 
type of film? 


MJ: To tell you the truth I don't 
like T.V., unless you have the chance to 
work with someone like Zeffirelli on 
JESUS OF NAZARETH. Generally in T.V. 
everything is too hurried, without 
caring about wrong notes, and with poor 
sound. I do have great hopes for cable 
television, in that it seems to be 
attracting some good, talented directors. 
Commercial T.V. is under too much 
pressure from the ratings. I wrote a 
T.V. score for a friend just before I 
came to Britain, SAMSON AND DELILAH, it 
was not a very good film but at least 
because I was working with a friend more 
time was given over to achieve better 
sound and music recording. 


Q.: What was it like working with 
Zeffirelli? 


MJ: It was fabulous. Zeffirelli is 
an artist. He has this Italian way to 
work, which is that time has no meaning; 
he is very careful and precise about 
what he wants. He is very knowledgeable 
about music, we can talk easily because 
he is able to tell you things like, "I 
would like to have the atmosphere of the 
first part of the second movement of 


Mahler's 2nd Symphony." He can give you 
an exact idea of what he wants. This is 


very rare. 


' Q.: Were you ever tempted with 
JESUS OF NAZARETH to write a Hollywood 
type epic score, with heavenly choirs as 
in BEN-HUR? 


MJ: The answer is yes. I did talk 
with Franco Zeffirelli about having a 
choir, but he was afraid of having too 
much of a religious choir feeling, 
giving the music too much drama. I would 
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like to write a score with a choir, I have 
many ideas about this but never have had 
the right opportunity. The problem is 
that there is never the time to try out 
new ideas. I don't mean crazy exper- 
imentation like writing a score for two 
typewriters, but at least having the time 
to rehearse. On TOP SECRET we had a very 
tight schedule -- one rehearsal, maybe 
an extra rehearsal for longer pieces and 
sometimes more than one take, but that 
vas all. 


Q.: What is it like working with 
actors who have become directors, as you 
have worked with Clint Eastwood on FIRE- 
FOX and Paul Newman on GAMMA RAYS? 


MJ: I was a little afraid that Paul 
Newman might be a star with an inflated 
ego, but he was a charming man, a very 
good director, very professional, with a 
great eye for editing. It was a fabulous 
experience, I loved the film although it 
did not require much music. 


FIREFOX was a slightly different 
story. Clint is also a really charming 
man, absolutely adorable, the only thing 
is that he does not trust the music. 

There are some interesting things in the 
film, but it was not a very good picture. 


I like to have a basic concept 
for any score. The idea for FIREFOX, 
and Clint loved this idea, was to have 
the first part of the film (up until the 
plane is stolen) with an electronic 
Score; then, when the plane is stolen, 
the music should stress the adventure 
aspect with a big, orchestral score. He 
loved this idea, but loved the sound 


es 


effects even more, so most of the music 
was lost at the cutting stage. 


Q.: So it is almost as if you were 
writing two separate scores for one film? 


MJ: Exactly. The first part was 
very difficult. We did a lot of things 
with synthesizers and electronic machines. 
For instance, all the sounds of the heli- 
copter at the start of the movie are all 
electronic and part of the score. 


Q.: Are there any films that you 
have seen which you would liked to have 
scored or thought would be an interesting 
challenge? 


MJ: There are many, of recent films 
I would like to have done GANDHI. I 
recently saw NEVER CRY WOLF and THE BLACK 
STALLION, two beautiful pictures. This 
type of film I would love to score, 
whether a film whether a film is commer- 
cial or not does not enter my thinking. 


Q.: When we last met 3 years ago, 
you were recording LION OF THE DESERT, 
and at that time ус: were hoping to score 
the new Bounty film to be directed by 
David Lean as you had already read the 
script. Now everything has changed, with 
a different director and a Vangelis score. 


MJ: I am happy in a way not to have 
done this picture, as it was a script 
written for David Lean: I would have 
considered it a betrayal of his friend- 
ship. 


(To be concluded in Soundtrack! no.13) 
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© Looking for top rare original Italian Soundtrack albums and EPs, 
such as "ADIOS GRINGO"(Ghiglia), "VENERE IMPERIALE"(Lavagnino) 
"QUANDO L'UOMO SCOMPARE"(Nascimbene), "QUANDO LE DONNE AVEVANO 
LA CODA"(Morricone), "CORRI UOMO CORRI"(Nicolai), "ESCALATION" 
(Morricone), "MACISTE L'EROE PIU' GRANIE DEL MONDO"(De Masi), 
"20.000 LECHE SOTTO I MARI"(Morricone), "KALI YUG LA DEA DELLA 
VENDETTA"(Lavagnino), "BUFFALO BILL L'EROE DEL FAR WEST"(Rusti 
chelli), "COMMANDOS"(Nascimbene), and many many others, all in 
mint conditions? 


© Looking for medium rare deleted original Italian Soundtrack albums 
and EPs? 


4»Looking for Limited Editions (Phoenix, Cometa, New Point, etc)and 
non-commercial albums (RCA SP 8000, Ariete, CAM Pre, etc)? 


© Looking for any new Italian release and in-print record? 


PUT YOURSELF IN TOUCH WITH US, AND YOU'LL FIND... 


X Exhaustive informations & a free large catalogue 

XKind and careful assistance 

XSpecial care devoted to single item searches and to Want-lists 
XQuick and accurate service, and... 


X...last but not least, prices really lower than you can suppose 


INTERMEZZO is going to issue records from the most sought after 


Soundtrack scores, never released before; soon we'll release LP 


albums from "LA MONACA DI MONZA / DRAMMI GOTICI"(Morricone), DT 


LUNGHI GIORNI DELLA VENDETTA"(Trovajoli), "DJANGO"(Bacalov),"0- 


NE MILLION YEARS B.C."(Nascimbene), "FACCIA A FACCIA / IL MER- 
CENARIO"( Morricone and ma. others. Further informations on 


the next issues of this Magazine. 





[presen address: “о Pime | 
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TRADE MARKET 


WANTED: Original English VHS videocassettes 
(PAL G), not duplicated tapes, of the following 
films: Shane (1953, G. Stevens) and The Quiet 
Man (1952, John Ford). Must be in mint 
condition. 

In EXCHANGE I can offer La Betia, Ideato 

Scritto e Diretto da Ennio Morricone, and Storia 
di San Michele/Commandos. 

Enzo Cocumarolo, Via Longhena 4, 20139 Milano, 


I SELL many deleted LPs and 45s (EPs and 
singles) in mint condition. 
Serge Champenier, 34 Rue Emile Martin, 


A collector who wishes to remain anonymous 
offers his Morricone collection FOR SALE. In 
all approximately 150 LPs in mint condition, no 
compilation albums, and including all RCA SP 
records as well as Scusi Facciamo l'Amore? 
(POO). The albums cannot be sold separately. 
.Offers for the entire collection, in U.S. dollars, 
must be sent to 

Ingo Curth, Gerstäcker Str. 15, 2000 Ha mburg 


FOR SALE: The long ships (Colpix), Rhapsody of 
Steel (US Steel), Barabbas (Colpix), all with : 
minor scratches. Also Keys of the Kingdom, 
Godzilla, Fantasy film world of Japanese pic- 
tures (vol. 2 and vol. 6) and many others. 
Marcel Heirman, Beekstraat 62, 2778 St. 


WANTED: Trading contacts in Italy and Japan, 
for both recent and deleted soundtracks. 
Bernard Wadbled, 186 Bd. Jules-Verne, 

44300 Nantes, France 


FILM THEMES FOR GRACE KELLY: Available 
on TDK cassette in Dolby stereo. £10, including 
postage. 

C. Ritchie, 24 Claypotts Place, Broughty Ferry, 


SOUNDTRACK COLLECTOR would like to get in 
touch with foreign collectors for exchange and/ 
or/correspondence, if possible in Italian. 





SHOW MUSIC (5800 Pebble Beach Blvd., Las 
Vegas, NV 89108, USA) is the only existing 
magazine devoted tn show music recordings. The 
June issue contains a rundown of new releases, 
a guest column concerning Australian show 
music LPs, another one on composers and 
lyricists, an extensive look at books in this 
field, and a host of highly informa tive record 
reviews.: I am most impressed by both the 
professionalism and the avalanche of facts. A 
year's sub. costs $8 in the USA/Canada, and 
$10 (airmail) overseas. -- LVDV 


FOR TRADE: French soundtracks, both LPs 
and EPs by Delerue, Sarde, De Roubaix, 
Hossein, Morricone, Colombier, Cosma, 
Jarre, Polnareff, etc. 

Claude Prossen, Bát. Flore, 29 Boulevard 
du Maréchal Juin, 13004 Marseille, France _ 
FOR EXCHANGE: Fiddler on the Roof (2 
LPs, John Williams), Themes from the Pink 
Panther Series. 

WANTED: Dr. No, Thunderball. 

Enrique Moreno Escribano, с/ Магаёѕ de 


FOR TRADE: Alexander the Great (10"), La 
Cosa Buffa, Beat Girl, Oceano, Un Taxi 
Mauve, On the Beach. 

WANTED: Apocalisse sul Fiume Giallo, Ad 
Ogni Costo, Menage all'Italiana, Il Giudizio 
Universale, Cronaca Familiare, Der Letzte 
Mohikaner, Per un Pugno nell'Occhio, La 
Suora Giovane. Trading contacts in La tin 
America. 

Geoff Burton, 32 Minster Court, Hillcrest 


FOR TRADE: The Chase, Tony Arzenta, Un 
Homme a Respecter, Body Heat, Julius 
Caesar, Red Tent (Russian version), La Cosa 
Buffa, Good Luck Miss Wyckoff, Best of 
Bloody Western Themes, War & Peace (diff. 
from British reissue), Orca, Somebody Kil- 
led her Husband, La Leçon Particuliére, 
Duck You Sucker, many Ja panese releases. 
WANTED: Sarde compilation album (CAM 
SKAG 3002), Heidi, Venezia...Dicembre 
Rosso Shocking; video trading, e.g. Convie- 
ne far bene l'Amore. 

Yasuhiro Wada, N?906, 3-3-1, Nishi- 


WANTED: video cassette recordings (VHS if 
possible) of Goldsmith TV interviews such as 
1983 segment on music of "Under Fire", the 
"Good Morning America" segment on nomin- 
ees for Best Original Score, & John Williams 
features like the BBC documentary ''The 
Music of John Williams". 


- FOR TRADE: video cassette of 1973 docum- 


entary "The Score"; LPs of Body Heat, 
Sisters, or will purchase. . 

Tom Macy, 805 30th St., West Des Moines, 
IA 50265, USA 


FOR TRADE: Pistolero dell'Ave Maria, The 
West, Quien Sabe?, The Best of Bloody 
Western Themes Double Deluxe, Oceano 
(Canyon Y1012), Sicilian Clan (45 with two 
different arrangements), Ombre Bianche, 
L'Ultimo Uomo di Sa ra. 

WANTED: Per un pugno nell'Occhio, Johnny 
West il Mancino, Thompson 1880, Billil 
Taciturn and rare Morricone 45's. 

Naoki Yoshijima, 21-19, Koiosako 3-chome, 


This is a free service available to SUBSCRIBERS 
(excluding dealers) who want to exchange sound- 
tracks. Entries should be kept short. 


Record Reviews 


e 1.) o excellent 


Record ratings: 


worthless 





CAREFUL, HE MIGHT HEAR YOU d 
Varese Sa rabande STV 81221 


The Australian cinema continues to edge 
its way into international prominence with this 
much-praised mood piece about a love-starved 
divorcée as seen through the eyes (and low 
camera angles) of her seven-year-old stepson. 
He was happily living with foster parents until 
she, Vanessa, in a power-play against her 
former husband, demanded custody of the boy. 
He is nicknamed "P.S." and indeed feels like 
a Post Script tacked onto the end of everyone 
else's life. Director Carl Schultz makes 
Vanessa's mansion, where Р.5. is sent, seem 
overly rich and sensual and then tries to main- 
tain that mood -- a sense of suspended wonder- 
ment, caught between attraction and despair: 
P.S. hates Vanessa for taking him away from 
home and for using him to get back at his 
father; yet when he is restored to his foster 
home, he wakes with dreams of her and cries 
out, "Poor Vanessa, she's out there all alone 
with no one to hold her." There are a number 
of remarkable scenes like that, for example at 
the end when, after all this melodrama, P.S. 
is able to stand up and shed his derogatory 
nickname. But the film is much too calculated, 
too self-consciously staged to be counted a 
major entry in the growing catalogue of 
Australian classics. It appears to be modeled 
on one of those BBC teleplays, with much to 
talk about and little to say. 


So, too, the music score by Ray Cook: He 
has taken his job to be one of reinforcing the 
mood of the film, and the sounds he makes are 
appropriately rich, like the claustrophobic 
atmosphere of Vanessa's mansion, both sweetly 
and sinisterly sensual (for P.S. is half in love 
with whom he hates). The interplay between 
first and second violins is promising, the 
wordless chorus adds a feeling of siren's song 
when P.S. gazes up on this woman who pledges 
her devotion yet makes his life miserable. But, 
like the movie itself, Cook's score, for allits 
glamour, goes nowhere; it hovers in the air, 
shimmering, waiting to land, circling. It is 
evocative, but you. begin to notice that he is not 
really making music. 


Best tracks are "Piano Practice", а 
humorous but touching montage of P.S.'s early 
days under Vanessa, set to the ticking of a 
metronome; and "Who Am I?", a series of 
musical extensions covering P.S.'s gradual 


awakening to selfhood, from which knowledge 
his childhood can commence. - John Caps 


THE FOG E $ в 


John Ca rpenter 
Va rese Sarabande STV 81191 


John Carpenter is unusual in that he is one 
of the few directors who can compose his own 
film music (is there anyone else besides 
Chaplin?). His score to THE FOG is his best 
musical work, and though the soundtrack album 
comes four years after the film's original 
release, it's better late than not at all. 


THE FOG overcomes the usual monotony 
of synthesizer soundtracks (THIEF, BLUE 
THUNDER) with an underscore of many text- 
ures. It's full of low bass rumblings, ominous 
chords and organ-like blasts. The movie's 
end titles are, for some strange reason, mis- 
labeled on side one, band two: it's called the 
"Main Title Theme", but no music is played 
during the film's opening credits. It's stilla 
terrific cut, with harpsichord and piano-like 
synths madly racing to a steady, programmed 
beat. This theme is also played as a harp- 
sichord bell round on the "Rocks at Drake's 
Bay" band. 


The record and film's musical highpoint is 
the chase sequence where all the major 
characters try to escape the approaching fog, 
only to be trapped in a church (or lighthouse in 
Adrienne Barbeau's case). You don't see any- 
thing frightening, but Ca rpenter's synthesizers 
hiss and bang so that you know something's out 
there. It's not a piece of music you would put 
on the player at night when you are all alone in 
the house. This lengthy 12-minute cue is called 
"Reel 9". 


THE FOG is the second-scariest score I've 
ever heard. (The first was Goldsmith's THE 
OMEN). - Thom Sa ntiago 


FORT SAGANNE E $ E 


Philippe Sarde 
Milan A Lux 238 


Ca rlo Sa vina and the London Symphony 
Orchestra tackle the latest score by Philippe 
Sarde, this one featuring violoncello solo as its 
main voice for an epic story of the French 
Foreign Legion, circa 1911. The film isa 
desert landscape, broken only by long camel 
lines and an occasional oasis of casbah tents in 
which red velvet chairs and Catherine Deneuve 
are kept. 


Sarde has written for them the most in- 
telligent film score of the year -- meaning that 


the dignity of its musical lines and the original- 
ity of its orchestrations attract the listener 
before (and perhaps instead of) any open 
emotional response. There is not one wander- 
ing moment in this score. From the stately 


71822 





cello theme (is it Brahms or Rachmaninoff I am 
hearing in it?), to the gently loving piano theme 
for Madeleine, to the "desert effects" for muted 
brass, it is a flawless musical mural, 
surprisingly quiet and peaceable for an epic. It 
maintains Sa rde, at least in my mind, as one of 
the top five film composers alive. 


The album, not an actual soundtrack, was 
engineered in Royal Albert Hall, London, by the 
great William Flageollet and the cello solos are 
played by Xavier Ga gnepain. -- John Caps 


JOVANKA E LE ALTRE e ® 


Cometa CMT 1018/34 (Italy) 


I confess to being unfamiliar with the work 
of Francesco Angelo Lavagnino, although I seem 
to recall him having a success in the U.K. in 
1962 with a single from THE LEGION'S LAST 
PATROL (a.k.a. MARCIA O CREPA in Italy 
and COMMANDO in U.S. A.). However, if this 
score is typical I shall certainly be searching 
out more of his recordings. JOVANKA E LE 
ALTRE, made in 1960, was released as FIVE 
BRANDED WOMEN, a war film directed by 
Martin Ritt with an international cast. 


The music, conducted by Franco Ferrara, 
is richly atmospheric and contains much 
variety with beautiful melodies and dramatic 
passages contrasting one another. The first 
cut, "Alla Disperata", is perhaps not a very 
auspicious start with its wailing voices and in- 
sistent drum rolls; however, things soon 
improve with the exotic "Un Attimo di Fragilita", 
where woodwind and brass are used to good . 
effect. A major highlight is "Momenti Felici", 
in which the high strings and wordless chorus 
combine to create a shimmering other-worldly 
impression. Equally effective is the hushed 
chorus in the tragic -sounding "Da qualche Parte". 
A march is included in "Uomini di Ferro", al- 
though this sounds more like source music. 
Recorded in decent stereo sound, this is a most 


worthwhile issue. -- Doug Ra ynes 
THE EAT > Vol. 1 6 4 
No label; DLP-105 


Аза rule, movie-theme collections are of 
little interest. Either the themes aren't 
original soundtrack versions, or they are al- 
ready available on disc. But now we have the 
first volume of THE GREAT MOVIE THEMES, 
an album which presents a lot of music which 


'is of interest. 


has never before graced vinyl - original sound- 
track versions, to boot. 


The first side is a disappointment, though: 
7 listless songs, the most notable being David 
Shire's NORMA RAE. It is the second side that 
Vangelis' MISSING is a quiet, 
evocative cut, with an ounce of foreboding in the 
background contrasting with the light pipe-like 
sound that dominates the piece. This is followed 
by John Barry's beautiful main theme for RAISE 
THE TITANIC!, a film so mediocre it barely 
deserves such music. 


Four lightweight comedy themes follow: 
John Morris' amiable THE IN-LAWS; Basil 
Poledouris' BIG WEDNESDAY; Patrick Williams' 
aping of John Williams! SUPERMAN; and Dick 
Hyman's ZELIG. Of these four, the Poledouris 
track is the most interesting, with guitar, 
harmonica and whistle (it sounds like human 
whistling) above an upbeat string line. 


To my mind, the best piece of the LP is 
Jerry Goldsmith's apocalyptic End Title for THE 
FINAL CONFLICT, a strange choice, considering 
the other titles. Mere fragments of Goldsmith's 
earlier OMEN scores are retained, but the 
chorus is back, sounding more overjoyed than 
malevolent. All we have to hope for now is that 
Goldsmith is called back to score the forthcoming 
OMEN IV. 


The album ends with a short Ba rry piece, 
THEY MIGHT BE GIANTS, which begins with an 
ostinato so similar to the one that closed the 
Goldsmith melody that one might mistakenly 
think that the latter cut is still continuing. 

-- G. M. Tucker 


SPLASH |: d е 
Cherry Lane 00301A (U.S.A.) 


SPLASH was one of the surprise hits of the 
1984 spring season. Its unorthodox love story 
between a dreamer and a mermaid was irresis- 
tible and Lee Holdridge provided a score so 
romantic that even John Barry would be envious. 


The love theme, "Love Came for Me", 
dominates this musical creation. In various 
mutations, it appears in cues like "Mermaid on 
the Beach", "Underwater", "Расе to Ға се" and 
"Madison and Alan". Its most memorable 
arrangement remains the opening cut on side 
one, where it begins quietly with solo piano and 
lushly soars to a full orchestral accompa niment 
courtesy of the Royal Philharmonic. 


The love theme is used heavily for the under- 
sea and on land love scenes. The rest of the 
film is scored more contemporarily, with 
synthesizer and percussion: "Escape and Chase" 
and the disco-tinged "Madison at Bloomingdales". 
"Rainy Night" is a pensive piece that uses jazz 
guitar. '"The Leap to Freedom" is a routine 
action cue that finishes with a simple piano 
rendition of the love theme. 


The picture ends with a lovely vocal version 
of "Love Came for Me", sung by Rita Coolidge 
and lyrics by Will Jennings. Unfortunately, the 
song is not on the album. With so many thrashy 
film songs being shoved down our throats (like 
GHOSTBUSTERS), it's a shame that a pertinent 
and well-done song like this one is omitted from 
its soundtrack album. -- Thom Santiago 
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A SECOND — 
OPINION 


The Disney Studios, having cautiously 
dipped their corporate feet into previously un- 
charted waters, came up with a major catch in 
SPLASH. ,This deliciously engaging frolic, 
second only to ROMANCING THE STONE as the 
most entertaining film of the year, contained a 
nostalgic, romantic score by Lee Holdridge 
which he has re-recorded with the Royal 
Philhàrmonic Orchestra in clear, if unspectac- 
ular, digital sound. 


The music is on the light side and I find it 
slightly reminiscent of some of John Barry's 
batter scores, such as the dreamlike SOME- 
WHERE IN TIME. "Underwater" is a particul- 
arly charming and attractive melody as is the 
love theme, heard in several variations, but 
at its best in "Love Са me for Me" which starts 
quietly with solo piano before being picked up 
resplendently by the full orchestra. Variety is 
present in the dramatic and agitated "Escape 
and Chase" and in "Madison in Bloomingdale's" 
which transforms "Underwater" into a jazzy, 
electronically augmented piece. 


The record omits the end title song, which 
is a surprise turnaround as record companies 
usually try their utmost to include a pop song. 
Dare one hope that this is a new trend? 

-- Doug Raynes 


ICEMAN е 
Southern Cross Records 1006 (U.S. A.) 


Bruce Smeaton has seemed to me the most 
promising of the Australian film music 
composers (PICNIC AT HANGING ROCK, A 
TOWN CALLED ALICE), but it is my opinion 
that he has erred here. He has run into the same 
problem (in scoring this tale of a 40, 000-year- 
old Neanderthal man thawed out from Arctic ice 
into modern life) that Philippe Sarde had trying 
to score the prehistoric adventure QUEST FOR 
FIRE. The probiem is to decide which era of 
music will be most meaningful to us for inter- 
preting that pre-human world. 


Both Smeaton and Sa rde started with the pan 
flute, but then scored for a more typical 
orchestra, added chorus and lots of drums, and 


ended-up with little more than a sophisticated 
Tarzan score. Smeaton's orchestrations are not 
satisfying here, his themes barely survive in 
the ear, even for the duration of the film. For 
his own part, director Fred Schepsi has been 
more conservative than he ought to be in ICE- 
MAN. It was a great premise: the Neanderthal 
reawakened to our world, full of inarticulate 
feelings and half-memories. John Lone, who 
played the Iceman, was extraordinary in con- 
veying the displaced soul; but Schepsi repeatedly 
undercut the deeper dimensions of Lone's 
character in favor of the more ordinary thriller 
aspects. 


It's an interesting effort but, alas, Smeaton's 
score is not pa rt of that interest and makes a 
sadly conventional soundtrack album. 

-- John Caps 


вогкно ФФ 
Va гезе Sa rabande STV 81228 (U.S.A.) 


Peter Bernstein makes his soundtrack album 
debut with a somewhat exotic symphonic film 
score conducted by his father, Elmer. There's 
enough creativity in this colorful work to command 
attention, despite the fact that a lot of the music 
borders on cliché. However, considering the 
movie itself, perhaps this was intentional. (Am 
I the only one who thought the film's campiness 
and awful dialogue was intentional?) 


BOLERO, billed as "an adventure in ecstasy! 
caused much controversy in the press when MGM 
refused to release it because of its X-rated 
content. The two best-scored scenes are the 
legnthy sex sequences, "Ехэ{азу" (sic) and 
"First Lesson". The opening titles for the movie 
give credit to Elmer Bernstein for scoring these 
sequences, but he isn't given credit on the LP. 
The Ondes Martenot give a refreshing twist to 
these two passionate themes that go right over the 
top. 


"The Ring" is a pleasantly soft flamenco 
flavored cue. "Graduation Present" is a lively 
and lush waltz. Special mention should be made 
of Christopher Palmer's orchestrations. 


With Peter Bernstein and Joel Goldsmith 
following in their father's footsteps, one wonders 
if John Williams has a son? 


-- Thom Santiago 


ORSCENAL SOUNDTRACK 
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STAR TRACKS ө ё 
Telarc DG-10094 (U.S.A.) 


What's that you say? Not another collection 
of John Williams! space/fantasy film music? 
Well yes. I'm afraid so. STAR WARS, CE3K, 
E.T., SUPERMAN etc. are given their umpteen! 
rendition, this time by the Cincinnati Pops 
Orchestra. However, it must be said that this 
is without doubt the most stunning and 
spectacular recording of Williams' music to 
date. ' This being a Telarc audiophile digital 
recording. The full frequency spectrum 
reproduction is as impressive as this label's 
formidable classical issues. Interpretation 
and playing under the conductorship of Erich 
Kunzel is reasonably good -- certainly better 
than Williams' own Boston Pops albums -- 
although there is a marked tendency to over- 
emphasize and lenghten some of the crescendo's. 
The only misguided interpretation is the curious 
arrangement (and inclusion for that matter, in 
an album otherwise devoted to the music of John 
Williams) of Alexander Courage's STAR TREK 
theme which develops into a sort of big band 
number! One does regret though, that more 
originality could not have gone into the selec- 
tions. 


So the choice is yours. If you really cannot 
bear to hear these themes again, then stay well 
clear. But if you want a showpiece digital 
album which will knock your socks off, then this 
will fit the bill. -- Doug Raynes 


SHEENA e е 
Va rese Sarabande STV 81225 (U.S. A.) 


The synthesized main theme that begins this 
album bears an unfortunate resemblance to 
CHARIOTS OF FIRE (though it's actually much 
prettier) and leads one to expect the worst. 

But, surprise, Richard Hartley (THE ROMAN- 
TIC ENGLISHWOMAN) has created a craftmans- 
like and above average score to this jungle 
adventure. 


The ghost of Vangelis manages not to 
intrude again until the end title. In-between, 
you'll hear a strong musical work of more than 
passing interest. "'African Ballet" stands out. 
An army of native drums pound rhythmically 
away, while the synthesizers subtly rise and 
join the brass section for a strong climax. It's 
reminiscent of some of the native cues in John 


Barry's great KING KONG score. "The Circle" 











On October 31 the mail-order business run by 
Rain Records closed down. Now that SCQ is 
publishec >y the non-profit "Belgian Film 
Music »ociciy", it seemed like a good oppor- 
tunity to take over their operation and expand 
it. In short, what we offer at present is a 
service geared to all aspects of film music: 

a quarterly magazine, a modest book publishin 
programme, local distribution of the smaller 
film music labels and foreign film music 
journals, and buying soundtracks from/ selling 
records to our readership. 


This does not imply that titles from our first 
catalogue will be dirt-cheap... We do have the 
intention to make a profit, which will again be 
invested in the Society to realize the various 
projects we have in mind. The first of these 
is a gradually improved 'Soundtrack!', the 
first edition of which is lying before you. Last 
September, we launched a bi-lingual edition, 
with an extra 8 pages in French for readers 
living in Belgium, France, Italy, Spain, 
Luxemburg, Switzerland, Austria and the 
French-speaking part of Canada. The next 
step is more like a milestone: our own label 
with previously unrecorded film scores. In 
short, your response will dictate where we go 
from here! 


It is not our intention to lure you away from 
our advertisers, nor from the dealer whom 
you get your soundtracks with to your com- 
plete satisfaction. Our advertisers are partly 
responsible for the way the ma gazine looks 
today. However, if you have been looking for 
a reliable dealer who sells records at compet- 
itive prices, take a look at our catalogue, 
compare prices, and expect prompt and 
efficient service. We have more titles in 
stock than can be listed on our catalogue, 
especially 45s, so inquire if you need any 
specific titles. 


Also, we purchase mint recordings, or we 
pa rt-exchange them with records from our 
own stock... at an unprecedented 70% of the 
value on the items that we accept in trade! 


Readers who have bought from Rain Records 
in the past will find our free quarterly catal- 
ogue in this issue. Collectors who have never 
done any business with them (or not recently) 
can get the catalogue by sending 1 International 
Reply Coupon to: 


SOUNDTRACK! 
Astridlaan 171 
2800 Mechelen 
BELGIUM 








conjures up a supernatural mood, with a theme 
delicately accented by string and harp. "Соте 
on Vic Casey" is the closest thing to a love theme 
on the album. 


The majority of Hartley's creation is of an 
epic nature, as he tries to musically simulate 
the great African vistas. 'Young Sheena" 
combines the best of both with its gentle wood- 
‘wind theme and a majestic, brassy landscape 
fanfare. -- Thom Sa ntiago 


RING OF BRIGHT WATER/DEMON ee 


Phoenix DGS 1004 (Great Britain) 


Making a belated appearance - the album 
bears а. 1981 copyright - this recording offers 
two very contrasting scores by the late Frank 
Cordell, conducted by the composer with the 
Phoenix Orchestra shortly before his death. 
RING OF BRIGHT WATER was composed 
between Cordell's epic scores for KHARTOUM 
and CROMWELL. He obviously did not consider 
the score as demanding as some of his more 
serious works, describing it in the sleeve notes 
as "middle of the road music''. That may be so. 
Nevertheless this suite, predominantly scored 
for strings and woodwind, is enjoyable music, 
evocative of green fields and meadows and 
running waters. 


Whatever one may think of his films, Larry 
Cohen is at least musically literate, knowing the 
value of a good score. He had approached no 
less than Bernard Herrmann and Miklos Rozsa 
prior to asking Cordell to score DEMON (a.k.a. 
GOLD TOLD ME TO). Organ and strings are 
prominent and a greater contrast to the first 
item can hardly be imagined. An eerie sense of 
foreboding is created in "Introduction" and this 
suggestion of suspense rarely leaves the score, 
even in "Romance" where the strings become 
more mellow and impassioned. A general air 
of panic is also present, as exemplified in 
"Panic in the streets". Not as easy on the ear 
as RING OF BRIGHT WATER, but an accom- 
plished score nevertheless. -- Doug Raynes 


THE TWILIGHT ZONE, Vol. 4 е o & 
Va rese Sarabande STV 81192 (U.S. A.) 


Volume four is, in my opinion, the best of 
the four TWILIGHT ZONE albums; there is 
scarcely a miss here. Bernard Herrmann's 
other alternate main and end titles are here, 
but they aren't as interesting as those on Volume 
2, and create a loud, brassy atmosphere that is 
all wrong for THE TWILIGHT ZONE. Three 
jazz-oriented works follow: one, a traditional 
composition by René Garriguenc; another, a 
frenetic Jerry Goldsmith piece which is so 
feverish that it is hard to believe it was not 
written specifically for the episode in which it 
appeared most often, "Тһе Fever". The 
percussion in this theme even sounds strikingly 
like the clickings of a slot machine (which 
played, indirectly, the villain in this episode). 


The third is also by Goldsmith, a complete 
score, "Nervous Man in a Four Dollar Room". 
Goldsmith's only TWILIGHT ZONE score of 
greater effect is "Тһе Invaders". "Nervous 
Man" utilizes piano, flute, intermittently 
strumming bass guitar, and edgy percussion 
to create a mood which is exactly correct. 


Na than Van Cleave scores high too, with 





| "Elegy" and "Two" (the latter, coincidentally, 


is Band 2 on side 2). Both are low-keyed com- 
positions, with the same basic instrumentation. 
Fred Steiner's "King Nine Will Not Return" 

opens with growling brass and woodwinds which 


more or less set the tone for the entire doom- 


saying score. -- G. M. Tucker 


MAKING THE GRADE Ө Ө 
Va rese Sa rabande STV 81204 (U.S.A.) 


Judging from the record sleeve one could be 
forgiven for assuming this was just another pop 


| music album, which would be a pity because al- 


though a few songs are included, the majority 
of the album contains some impressive symphonic 
music by the versatile Ba sil Poledouris. 


MAKING THE GRADE was a youth comedy 
and Poledouris was commissioned to compose a 
serious score (miles removed from his dramatic 
scores for the CONAN pictures) but of consider- 
able interest nonetheless. 


The first cut, "Hoover Academy", is actually 
rather similar to Bernstein's ANIMAL HOUSE 
main theme, but on the whole the music could 
largely be described as classical pastiche. The 
main problem is that the cuts are all so brief, 
they end up sounding more like musical 
exercises than well-developed themes. But 
there is still much to enjoy, such as the joyous 
"Shopping for Preppies" and the warmly melodic 
"Good Fortune". 


Clearly and spaciously recorded in Italy, 
and conducted by Francesco De Masi, this is 
one of those pleasurable records which one finds 
oneself constantly playing. Can a better recom- 
mendation be given? -- Doug Raynes 


UNTIL SEPTEM BER 9 е d 


Varese Sa rabande STV 81226 


John Barry's score for this attractive and 
often witty romance is, of course, poetical, 
lyrical and emotional. It combines with the 
romantic aura that the filmmakers skillfully 
develop through character and photography. The 
excitement of growing romance is recreated 
here in musical form, and Barry is never gushy 
and drippy, as someone like Francis Lai might 
be. 


The obvious comparison one might make is 








to Barry's exquisite work for SOMEWHERE IN 
TIME, but that score was repetitive, though for 
the most part endearingly so. In that film the 
romance was the obsession, so Ba rry's score 
was appropriately dominated by that theme. 
Here the focus is a bit broader and though Barry 
occasionally repeats his melodies, he does vary 
them and composes different ones appropriate 
for each specific scene. Barry also does more 
in developing the characters, suggesting their 
pasts, and subtly illuminating the significance 
that their union has for them. The effect Mo's 
painful divorce has had on her idealistic 
character is suggested with several lovely 
melodies. Note especially the gentle flute and 
guitar in "Candlelight", and the lonely, 
meditative fluegelhorn for Mo's sojourn on the 
Seine. 


Barry gives the love scenes his usual full- 
blown treatment -- down to the appearance of 
the erotic tenor-sax -- but avoids the sticky 
excesses that haunted the Bernsteins in scoring 
the love scenes for the boring BOLERO. The 
whole tone of UNTIL SEPTEMBER, especially 
the flute-and-full-orchestra heard in "Main 
Title" and "Foreplay", is one of adolescent 
excitement, somewhat akin to portions of Rota's 
ROMEO AND JULIET. How fitting this is for 
a romantic couple whose relationship betrays 
the woman's youthful, spritely idealism and 
arrested adolescence on the part of both prin- 
cipals. But the composer's attitude is tender 
and emphatic. Best of all, though, is that Barry 
has avoided using just one "Love Theme" as he 
does with most of his other scores, and as most 
composers do. Yes, most of the themes are 
romantic, but they serve as varied voices, with 
one not taking precedence over the rest. 


The rich harmonica in "Memories" and 
"End Title", meanwhile, fondly recalls MID- 
NIGHT COWBOY for the nostalgic listener, and 
ties in with Mo's harmonica playing. 


Barry's style is melodic and inimitable. 
There is simply no one else like him, as he 
reminds us again here. His music for UNTIL 
SEPTEMBER doesn't run together with his other 
recent romantic compositions for SOMEWHERE 
IN TIME, HIGH ROAD TO CHINA, OCTOPUSSY 
and the like. For one thing, it'S more modern 
in its sensibilities. Thus we have the employ- 
ment of saxophone, guitar, and other 
instruments. 


Clearly Ba rry was inspired by this film. 
It seems to have struck a chord within him, and 
he definitely has risen to the occasion. On rainy 
nights, with cups of hot chocolate in hand, we 
canlisten, savor, and be grateful. 
-- Steven J. Lehti 


CONAN THE DESTROYER е е е 
МСА 6135 


As I wrote last issue, Poledouris' score for 
this sequel is not on the same level as the 
brilliant one he wrote for CONAN THE 
BARBARIAN. This is understandable, as 
DESTROYER too is not in the same league. Still, 
Poledouris has lavished on this film a better 
score than it deserves. What hurt the impact 
of his music, for seasoned listeners, was the 
inclusion of many themes used from the previous 
film. Thankfully, the album includes little of 
what is already available on the previous sound- 
track LP. The one exception is a new version 


of "Valeria's Theme", obviously combined from 
the funeral pyre vision that Conan sees at the 
outset of the film and from the throne room scene 
at the end. 


From my recollection of the score as heard 


‚оп film, much of the music has been redone -- 


reorchestrated -- for the album. For example, 
the section of punctuating horns and percussion 
in "Lite Guard Attacks" seems stretched out, 
slower, than on film, and therefore given new 
emphasis in this interpretation. There also 
seem to be differences in the "Crystal Palace" 
fight with Thoth-Amon. The transition from the 
beguiling Thoth-Amon theme to the driving fight 
motif seems very abrupt on record. Poledouris' 
mystically powerful buildup as Conan watches 
the hooded figures move together into one being 
creates excellent suspense. But he defeats him- 
self somewhat by whetting our appetites for what 
turns out to be a very silly fight scene, which is 
nevertheless well scored. Listen to "Crystal 
Palace" and you can easily imagine a much more 
impressive scenario. That's a mark of great 
film music. 





"Dream Quest" has a stunning, exotic fan- 
fare (though the lull for dialogue seems extended, 
too), "Night Bird" is mysterious and sensual, 
and "Approach to Shadizar" is a rowdy pagan 
revel, veritably bursting with percussion, horn, 
and cymbal. If memory serves, this piece was 
composed for the first film (to underline, as in 
DESTROYER, Conan's entry into a city), but not 
included in the album. Malak's Theme is heard 
once or twice, as subtle and effective as Akiro's 
Theme. A lesser composer would've been cute 
and cloying with these characters. 


It's all composed and conducted with a sure 
and confident hand. Poledouris has an awesome 
grasp of the exotic, the mysterious, the magical, 
the otherworldly. His scores serve as major, 


'| indispensable components for both Conan films. 


The MCA album has great sound (how unfor- 
tunate that neither movie was released in stereo, 
to allow for the full, glorious power of the 
music!), but the usual surface noise that usually 
plagues this label is present. The other annoy- 
ance is how all the cues are sequenced in an 
incredibly jumbled order, detracting from the 
full impact (the "Маш Title" is actually а mish- 
mash of the Opening and End Credits, and the 
death of Dagoth). Nevertheless, this is a very 


exciting album release of one of the year's best 
-- Steven J. Lehti 


scores. 
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JAPAN 


Compiled by Naoki Yoshijima 


Emmanuelle IV Magne Carrère P 1883 
The Graduate Simon & Ga rfunkel 

Grusin CBS Sony 25AP 1365 
Welcome Shangai Kishobe Columbia AF 7314 
The Strolling Company Kawamura Canyon C28A 0369 
Ohan Okawa, Asakawa HIR NCL 1017 
Star Trek III: The Search for Spock Horner Ca pitol ECSX 95010/11 
Saraba Hakobune Siesser SMS SM28 5409 
Kogenni Rsshaga Hashitta Fujimoto Victor SJX 30243 
Aijo Monogatari (Love Curtain Call) (2 LPs) Kai Ea st World WTP 60487/8 
Zorosenmoyu Ibe r'eichiku GM 171 
Ultra Q (newly arranged themes, including some never before recorded) 

Miyauchi Star Child K22G 7215 
Ultra Seven, vol. 1 Fuyuki Star Child K22G 7210 
Ultra Seven, Vol. 2 Fuyuki Star Child K22G 7211 
Ultraman Ta ro Higure Star Child K22G 7216 
Hissatsu Shigotonin, vol. 1 Hirao Star Child K22G 7201 
Hissatsu Shigotonin, vol. 2 Hirao Star Child K22G 7202 
Once upon a Time in America Morricone Mercury 28 PP 85 
Once upon a Time in America (3 themes) Morricone Mercury 7 PP 153 
Ghostbusters Parker, jr. Arista 7 RS 1014 
Ghostbusters Bernstein, vocals Arista 25 RS 2320 
Mothra (complete story with music, dialogue and sound effects; 2 LPs) 

Koseki Star Child K18G 7194/5 
Monster Zero (complete story with music, dialogue and sound effects; 2 LPs) 

Ifukube Star Child K18G 7213/4 
Kaiteigunkan (Atragon) (complete story with music, dialogue and sound effects; 2 LPs) 

Ifukube Star Child K18G 7208/9 
The Osterman Weekend Schifrin Seven Seas K28P 478 


Themes from American TV Dramas, vol. 2 (non-soundtrack versions from Donna Reed Show, 
Mischief Makers, Cheyenne, Mr. Ed, The Untouchables, Lassie, The Six Million Dollar 


Man, Perry Mason, Bronco, Rockford Files, 3 Stooges) Yupiteru YL 25 5005 
Splash Holdridge Polydor 28 MM 0386 
The Academy Music Award 50th Anniversary 1934-1960 (2 LPs. Most of the 35 themes are 
non-soundtrack versions) 7 Seas-London K18P 4127/8 
Space Detective 'Shider'" Wa tanabe Animex CX 7181 
Itsukadarekaga Korosareru Umebayashi Columbia AF 7311 
Hotdog P. Bernstein . Victor VIPX 1773 
Welcome Shangai Shay, Donaldson Columbia AH 511 
Battle Fever J Watanabe Animex CX 7183 


The following records contain music only from Japanese cartoon features & TV programs: 


Super Time Space Fortress "Macross" (feature film version of this TV series) 


Haneda Victor JBX 25049 
Super Time Space Fortress "Macross": Suite (newly arranged themes) 

Haneda Victor JBX 25054 
Space Cruiser Yamato: Grand Symphony (newly arranged suite, played by the NHK Symphony 

Orchestra. Digitallive recording) Miyagawa, Haneda Animex CF 7002 

Heavy Metal "L-Gaim'', vol. 2 Wakakusa Star Child K25G 7206 
Round-Verniam "Vifam", vol. 2 Watanabe WB K 10028 
Spiderman C. Watanabe Animex CX 7184 
Pelsia var. Victor JBX 25053 
Galvion II Nakajima Star Child K25G 7207 
Super Time Space Ca valry "Southern Cross" var. Animage ANL 1029 
Super Time Space Cavalry "Southern Cross" (newly arranged themes) 

var. Animage ANL 1032 
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FRANCE & BELGIUM 


Compiled by Jean Pecqueriaux 


Notre Histoire Martinu Е Ariola Supraphon 203344 
Metropolis Moroder CBS 70252 

Frankenstein 90 Trovajoli WEA Gen. Music 803 067 
Le Bon Roi Da gobert De Angelis RCA Milan A 247 


Les plus Belles Musiques d'Ennio Morricone, vol. 3: Le Marginal (1 cut), Le Professionel 
(2 cuts), Le Ruffian (2 cuts), Les Voleurs de la Nuit (1 cut), La Tragédie d'un Homme 
Ridicule (1 cut), Enquête sur un Citoyen... (1 cut), La Désobéissance (1 cut), Nana (1 
cut), La Dame aux Camélias (1 cut), Le Trésor des 4 Couronnnes (1 cut), Espion Lève- 


Toi (1 cut) WEA Gen. Music 803 063 
Les plus Belles Musiques d'Ennio Morricone, vol. 2 

(new cover) WEA Gen. Music 803 038 
L'Histoire d'O n°2 Myers, Zimmer, 

Shuman Polydor 823524 1: 

Histoire d'O n°2 Myers, etc Polydor 881253 7 
La Smala Goguelat WEA Gen. Music 803 068 
La Smala Goguelat WEA Gen. Music 801 024 
Les Nuits de la Pleine Lune Elli et Jacno CBS 26025 
Les Nuits de la Pleine Lune Elli et Jacno CBS EJC A 4728 


Sudden Impact (4 cuts), Dirty Ha rry (2 cuts), Magnum Force (1cut), The Enforcer (3 cuts) 
Fielding, Schifrin WEA WB Viva 923 990 1 


Indiana Jones et le Temple Maudit Williams 

(2 different fold-out covers) Polydor 821 592 1 
Indiana Jones et le Temple Maudit Williams 

(music and dialogue) Adès 10 532 Е 
Indiana Jones et le Temple Maudit Williams 

(music and dialogue) : Adès LLP 477 Е 
Besoin d'Amour (Misunderstood) Hoppe, Franzetti Polydor 821 238 1. 
L'Amour à Mort (1 side) /Muriel (1 side) Henze RCA Milan A 248 
Le Moment de Vérité (The Ka rate Kid) Conti, etc Casablanca 822 213 1 
Le Moment de Vérité (The Ka rate Kid) Conti, etc Casablanca 880 053 7 


Le Tartuffe (excerpts of music by Gilles, Rameau, Couperin, Delalande) 
Gaumont BL 70553 


Tir à Vue Ya геа, Jonasz Pathé M. EMI 172 9037 
Stress Misraki RCA Milan A 239 
Greystoke, the Legend of Ta rzan, Lord of the Apes 
Scott WB 925 120 1 
Les Ripoux Laf WEA Editions 23 743204 
Splash Holdridge Vogue Pip Towerbell 540098 
Les Aventuriers de l'Arche Perdue (Raiders of the Lost Ark) 
Williams Polydor 821583 1 
Le Vol du Sphinx Goguelat RCA Milan A 254 
Conan le Destructeur (Conan the Destroyer) Poledouris MCA 251 450 1 
Le Jumeau Cosma Carrére 66 184 
The Hit De Lucia Mercury 822 668 1 
Les Fausses Confidences Musy Carrére 66 183 
Henri IV Piazzolla RCA Milan A 234 
Rive Droite Rive Gauche Berger WEA Apache 240 520 1 
Il Etait une Fois Ennio Morricone (boxed edition without booklet, triple album set, new 
artwork) WEA Gen. Music 806 039 


ITALY 


Compiled by Andrea Busi 
and Ezio Reali 


Film d'Amore e d'Anarchia Rota Cinevox CIA 5052 
Mimi Metallurgico Piccioni Cinevox CIA 5054 
Fatti di Gente perbene Morricone Cinevox CIA 5053 
Indagine su un Cittadino al di Sopra di 

Ogni Sospetto Morricone Cinevox CIA 5050 
Dimensione Violenza Patucchi Cinevox MDF 33/164 
Indiana Jones and the Temple of Doom Williams Polydor 82 1592 1 
Cuore De Sica Fonit Cetra LPX 134 


Spaghetti Western (Roy Colt e Winchester Jack, La Notte dei Serpenti, Amico Stammi 
Lontano Almeno un Palmo, I Quattro dell'Ave Maria, La Collina degli Stivali, Requiem 


per un Gringo, etc : Cinevox CIA 5051 
Metropolis Moroder CBS 70252 


Claretta Schurma nn CBS 70253 
= 95 = 
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Та Storia Infinita (Die Unendliche Geschichte) Doldinger, Могодег EMI 240 2221 

Star Wars Trilogy Williams CGD LMS 1114 

Ka rate Kid Conti Casablanca 822 213 1 

Fotogramma per Fotogramma Morricone Cinevox MDF 33/74 

Fotogramma per Fotogramma Morricone | Cinevox MDF 33/75 
(Assoluto Naturale, Forza G, Giu la Testa, Metti una sera a Cena, Indagine su un Cittadino, 
Anche se Volessi Lavorare, La Moglie piu Bella, Mussolini, La Cosa Buffa, L'Uccello 
dalle Piume di Cristallo, 4 Mosche di Velluto Grigio) 


Linguaggio dei Luoghi Breschi Gen. Music 30712 
Ghostbusters Bernstein, vocals Arista ARS 39193 
The Natural Newman WEA 925116 1 


SPAIN — 
Compiled by Joan Padol 


Star Trek III: En Busca de Spock Horner Capitol EMI 064 2401771 
El Natural R. Newman WEA Warner L925116 1 
Metropolis Moroder CBS 70252 

Uno, Dos, Tres...Splash! Holdridge Hispavox ... 


UNITED KINGDOM 
Compiled by John Wright 


The Thorn Birds and other BBC TV Themes BBC REH 524 


TV 


45 


45 
45 


Ma ster of the Game Ferguson BBC REB 521 
For Those I Loved , Jarre BBC REH 518 

(Au Nom de Tous les Miens) 
Star Trek II: The Search for Spock Horner Capitol EJ 24 01771 
Once upon a Time in America Morricone Mercury MERH 45 
The Hit De Lucia Mercury 822 668 1 
Secret Places Legrand Virgin V2312 
Cal Knopfler Vertigo VERH 17 
The A-Team Post, Carpenter Indiana A-T 4444 
The Natural R. Newman Wa rner Bros. 925 116 1 
Firestarter Tangerine Dream MCA MCF 3233 
The Company of Wolves Fenton That's Ent. TER 1094 
La ssiter Thorne That's Ent. TER 1092 
The Ka rate Kid Conti * vocals Ca sablanca CANH 10 
Cal Knopfler Vertigo DSTR 8 
Ghostbusters Bernstein, vocals Arista 206 559 
Leaving (TV) Hazlehurst BBC RESL 147 
Cold Warrior (TV) May, Osborne BBC RESL 149 
The Rainer Werner Fassbinder Films Ra ben That's Ent. TER 1085 


The Story of Indiana Jones and the Temple of Doom (dialogue and music from the original 


45 
45 


pr 


TV 


soundtrack) 


BBC REH 543 


Gremlins (12 inch maxi single with 24-page booklet): Story and photos from the film 


Star Trek III: The Search for Spock (12 inch maxi single with booklet): Story and photos 


from the film 
Ring of Bright Water / Demon (Gold Told Me To) 
(symphonic suites, conducted by composer Frank Cordell) 


BBC RESLD 001 


BBC RESLD 002 
Phoenix DGS 1004 


AUSTRALIA 


and NEW ZEALAND 


The Silent One McLeod 

Boom Barry 

Jewel in the Crown Fenton 
Firestarter Tangerine Dream 
California Suite Bolling 


Jayrem JAY 321 
MCA 3600 
Festival L 38194 
MCA 6131 1 
CBS SBP 237297 


50 Academy Award Winners (Tony Baker conducting the Radio Orchestra): White Christmas, 
Buttons and Bows, Born Free, Moon River, etc (3 LPs) Leisure House L TU 8 
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TV 


TV 


AMERICA 


Compiled by David P. James 


Careful He Might Hear You Cook Varese Sar. STV 81221 
Wavelength Tangerine Dream Varese Sar. STV 81207 
Metropolis (6 rock songs, 2 instrumentals) Moroder CBS 

Oltre la Porta Donaggio Varese Sar. STV 81213 
The La st Starfighter Safan Southern Cross SCRS 1007 
Dreamscape Ја rre Sonic Atmospheres 102 
Conan the Destroyer Poledouris MCA 6135 

Sheena of the Jungle Hartley Varese Sar. STV 81225 


Swann in Love / Lost Honour of Katherina Blum 


Henze Varese Sar. STV 81224 
Bolero P. Bernstein Varese Sar. STV 81228 
Until September Barry Varese Sar. STV 81226 
The Philadelphia Experiment Wa nnberg Rhino RNSP 306 
Cousteau Amazon : Scott Varese Sar. STV 81220 


The Never Ending Story (1 side by Moroder, 1 side by Doldinger) EMI America ST 17139 

Flashpoint Tangerine Dream EMI America ST 17141 

Ga briela Jobim RCA АВГ! 5186 

Mike Post (conducts themes from Footloose, A-Team, Terms of Endearment, Against All 
Odds, St. Elsewhere, etc) RCA АЕТ 5183 

James Galway and Henry Mancini "In the Pink" (Mancini conducts Pink Panther, Thorn 
Birds (2 themes), Breakfast at Tiffany's (2 themes), Molly Maguires (2 themes), Great 
Race, Hatari, Two for the Road, Days of Wine and Roses, Charade, Victor/Victoria, 
etc) RCA CRC1 5315 

"Genesis Project" (previously unrecorded synthesizer music by Craig Huxley from Star 
Trek II and III, plus The Disappearance + others) Sonic Atmospheres 101 


Utu Charles Southern Cross SCRS 1008 

Places in the Heart Kander Varese Sar. STV 81229 

Louisiane Bolling CBS FM 39353 
Compiled by Manfred Froschmayer 

Abwärts Zwart Rico RG 1018 

Secret Places Legrand Virgin 206 673 320 


Deadline! 


John Williams, who resigned in June from release PHAR LAP (Bruce Rosland) and an LP 


the Boston Pops, made his peace with the 
orchestra and returned in August. His 
latest score, THE RIVER, should be out 
in early '85. 


The DUNE soundtrack will be released 
on Polydor around December 3. The score 
by the rock group Toto is mostly orches- 
tral and performed by the Vienna 
Symphony Orchestra. The "Prophecy" 
theme is by Brian Eno. 


It was originally announced that Tony 
Banks of the rock group Genesis would 
score "2010" (he had previously scored 
WICKED LADY). The film now has a 
score by Da vid Shire. Ligeti's pieces 
and the dread Zarathustra excerpt will be 
reprised from "2001" as well. "2010" 
opens a week after DUNE. 


Varese Sarabande will shortly 


containing suites from Philippe Sarde's LA 
PIRATE and UN DIMANCHE A LA CAMPAGNE. 
The Rozsa and Hitchcock albums mentioned last 
issue will be out before Christmas and Volume 
5 of TWILIGHT ZONE should be out by Ja nuary. 


НМУ in the U.K. has finally released a new 
digital recording of Sir William Wa lton's 
Shakespearian film music (EL 2701181) 
performed by the Royal Liverpool Philharmonic 
Orchestra, conducted by Sir Charles Groves. 
Does this mean that their much-anticipated LP 
of Walton's complete BATTLE OF BRITAIN 
(recorded a year ago) will follow in the near 
future? 


Recently scored: COTTON CLUB (John 
Barry), PASSAGE TO INDIA and THE 
WITNESS (Maurice Jarre), THE LITTLE 
DRUMMER GIRL and THE KILLING FIELDS 
(Dave Grusin), SI LA (continued on page 5) 
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** Europe's no. 1 soundtrack dealer (our shop's open 7 days a 
week! ) 

** 7,500 different soundtrack albums in stock, both current 
and deleted 

** Imports from Japan, France, Italy, West-Germany, Holland, 
Spain, Great Britain, U.S.A.... 

** We pay highest prices for rarest soundtracks. Also 
complete collections bought at top prices. Only one 
condition: we only deal in mint soundtracks (records and 
sleeves) 

хх 


We have prepared ап additional catalogue of extremely rare 
items unlisted in our general catalogue. This supplement 
will be mailed to you upon receipt of 4 International 
Reply Coupons. (Clearly state you wish to receive the 
"Soundtrack Bank" catalogue). 


CENKI CINE-SHOP 
Anneessensstraat, 24 
2018 Antwerp 
BELGIUM 


Те1.-03/231:78-00 
Telex 33.141 
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Verantwoordelijke uitg.:  B.F.S. vzw, Astridlaan 171, 2800 Mechelen 


